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8:00pm 
Tsai Performance Center 
Founded in 1872, the School of Music combines the intimacy and intensity of 
conservatory training with a broadly based, traditional liberal arts education at the 
undergraduate level and intense coursework at the graduate level. The school offers 
degrees in performance, composition and theory, musicology, music education, 
collaborative piano, historical performance, as well as a certificate program in its Opera 
Institute, and artist and performance diplomas. 
Founded in 1839, Boston University is an internationally recognized private research 
university with 32,557 students participating in undergraduate, graduate, and 
professional programs. BU consists of 17 colleges and schools along with a number of 
multi-disciplinary centers and institutes which are central to the school's research and 
teaching mission. The Boston University College of Fine Arts was created in 1954 to bring 
together the School of Music, the School of Theatre, and the School of Visual Arts. The 
University's vision was to create a community of artists in a conservatory-style school 
offering professional training in the arts to both undergraduate and graduate student' 
complemented by a liberal arts curriculum for undergraduate students. Since those ea. 
days, education at the College of Fine Arts has begun on the BU campus and extended 
into the city of Boston, a rich center of cultural, artistic, and intellectual activity. 
Boston University College of Fine Arts 
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Boston University Symphony Orchestra 
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8:00pm 
Konstantin Dobroykov, conductors 
The 611' concert in the 2012-13 season 
Anatoly Liadov 
(1855-1914) 
Igor Stravinsky 
(1882-1971) 
Pyotr Ilyich Tchaikovsky 
(1840-1893) 
Volshebnoye ozero, op. 62 
(The Enchanted Lake) 
Konstantin Dobroykov, conductor 
Le Chant du Rossignol 
(The Song of the Nightingale) 
-Intermission-
Symphony No.5 in E minor, op. 64 
Andante-Allegro con anima 
Andante cantabile, con alcuna licenza 
Valse: Allegro moderato 
Finale: Andante maestoso-Allegro vivace-
Moderato assai e molto maestoso-
Presto-Molto meno mosso 
David Hoose, conductor 
David Hoose, Professor, has been Director of Orchestral Activities in the SchL 
of Music since 1987. Mr. Hoose is in his thirtieth year as Music Director of 
Cantata Singers & Ensemble, an organization whose repertoire reaches from 
Schutz and Bach to music of today. Since 1991, he has also been Music Director of 
Collage New Music, an ensemble whose musicians from New York, New Jersey 
and Massachusetts, including members of the Boston Symphony Orchestra, are 
esteemed exponents of contemporary music. For eleven years, he was also Music 
Director of the Tallahassee Symphony Orchestra. 
Mr. Hoose is a recipient of the Choral Arts New England Alfred Nash 
Patterson Lifetime Achievement Award, the Ditson Conductors Award for the 
Advancement of American Music, the Walter W. Naumburg Chamber Music 
Award (with the Emmanuel Wind Quintet), the ASCAP/Chorus America 
Award for Adventurous Programming (with Cantata Singers), and the Dmitri 
Mitropoulos Award at the Berkshire (Tanglewood) Music Center. His recording 
of John Harbison's Mottetti di Montale, with Collage New Music, was a Grammy 
Nominee for Best Recording with Small Ensemble, and his recording with 
Collage of Donald Sur's chamber works was recently released on Albany 
Records. His other recordings appear on the New World, Koch, Nonesuch, 
Composers' Recordings (CRI), Delos, Arsis, GunMar, and Neuma labels. 
Mr. Hoose has appeared as guest conductor with the Chicago Philharmonic, 
Singapore Symphony, Korean Broadcasting Symphony, Saint Louis Symphony, 
Utah Symphony, Quad City Symphony Orchestra, Orchestra Regionale Toscana 
(Italy), Boston Symphony Chamber Players, Handel & Haydn Society, Chorus 
pro Musica, Back Bay Chorale, Tanglewood Music Center, Monadnock Musi 
Festival, New Hampshire Music Festival Orchestra, June Opera Festival of · 
New Jersey, Warebrook Music Festival, Dinosaur Annex, Alea III, Fromm 
Chamber Players, League of Composers (ISCM), and numerous times with 
Pro Arte Chamber Orchestra and Emmanuel Music. He has also conducted 
the Manhattan School Chamber Sinfonia, Eastman School of Music's Kilbourn 
Orchestra, Musica Nova and Philharmonia, the University of Southern California 
Symphony Orchestra, New England Conservatory's Symphony Orchestra, Wind 
Ensemble and Contemporary Ensemble, and the Shepherd School Symphony 
Orchestra. 
David Hoose studied composition at the Oberlin Conservatory with Richard 
Hoffmann and Walter Aschaffenburg, and at Brandeis University with Arthur 
Berger and Harold Shapero. He studied horn with Barry Tuckwell, Robert Fries 
(Philadelphia Orchestra), Joseph Singer (New York Philharmonic), and Richard 
Mackey (Boston Symphony Orchestra), and his principal -conducting study was 
with Gustav Meier at the Berkshire (Tanglewood) Music Center. 
Konstantin Dobroykov, conductor 
arian conductor Konstantin Dobroykov was recently appointed the 
Assistant Conductor for the Boston Civic Symphony Orchestra. His conducting 
teachers and mentors include conductors Gunther Schuller, David Hoose, 
Ransom Wilson, Ann Howard Jones, Bridget-Michaele Reischl, John Mauceri, 
and Arto Tchiftchian among others. Also an acclaimed percussionist, Mr. 
Dobroykov has spent more than sixteen years as a percussionist in numerous 
symphony orchestras around the world, including the Plovdiv Philharmonic 
Orchestra, the Plovdiv State Opera, the Pazardzhik Symphony Orchestra, and 
the Winston-Salem Symphony. He has been fortunate to perform under the 
baton of Sir Simon Rattle, Robert Spano, David Zinman, H. Robert Reynolds, and 
Steven Smith. 
Born into a family of musicians, Mr. Dobroykov started his musical education 
at the age of six at the Dobrin Petkov School of Music in Plovdiv, majoring 
in Percussion Performance with a minor in Piano Performance. In 2010, Mr. 
Dobroykov earned his Master of Music degree in Orchestral Conducting from 
the University of North Carolina: School of the Arts, and was awarded the 
certificate for Excellence in Scholarship upon graduation. While at UNCSA, 
he studied with Ransom Wilson and was the recipient of the Robert Franz 
Conducting Fellowship. Prior to that, Mr. Dobroykov studied percussion with 
legendary percussionist Michael Rosen, and orchestral conducting with Bridget-
Michaele Reischl at the Oberlin Conservatory of Music, while receiving the 
Dean's Scholarship. His artistic achievements and academic standing earned him 
the Phi Kappa Lambda Prize for Musicianship. 
stan tin Dobroykov is currently in his third year as a candidate for the Doctor 
usical Arts degree in Orchestral Conducting at Boston University, studying 
with David Hoose. 
Program Notes 
Volshebnoye ozero, op. 62 
Anatoly Liadov 
Anatoly Liadov is best known for the music he didn't write. He regularly 
surfaces in music histories not as the composer of a handful of exquisitely 
crafted orchestral pieces, including Baba-Yaga and The Enchanted Lake, but as 
the man who blew his chance to write The Firebird, which of course turned out 
to be a career-making hit for Igor Stravinsky. According to the most familiar-
though unsubstantiated-version, Liadov had only just gotten around to buying 
his manuscript paper when the first installment of the score was due, forcing 
Sergei Diaghilev, who was staging the ballet, to fire him from the job. But in fact, 
Liadov wasn't even Diaghilev's first choice-the assignment had originally gone 
to Nikolai Tcherepnin, who withdrew-and he declined Diaghilev's offer from 
the start, for reasons we may never adequately understand. Early on, Liadov had 
earned a reputation as a slacker. He regularly cut classes at the Saint Petersburg 
Conservatory-"he simply could not be bothered," said Rimsky-Korsakov, 
who was his teacher and found him "irresponsible." Sergei Prokofiev, who later 
studied with Liadov and admired him greatly, admitted in his memoirs that 
"Laziness was [his] most remarkable feature." But from the start of his career, 
Liadov also had drawn attention for the boldness and orchestral brilliance of his 
compositions. As early as 1873-the time of his first songs, eventually published 
as his op. 1-Mussorgsky described him as "a new, unmistakable, original, 
and Russian young talent." Igor Stravinsky, who owed his overnight fame to 
Liadov's withdrawing, later said he liked Liadov's music, but that he "could 
never have written a long and noisy ballet like The Firebird." ("He was more 
relieved than offended, I suspect, when I accepted the commission," Stravinsh 
said.) Throughout his life, Stravinsky was quick to defend Liadov, claiming 
that he was a charming and cultured man- "He always carried books under 
his arm-Maeterlinck, E.T.A. Hoffmann, Andersen: he liked tender, fantastical 
things" -and, above all, that he was "the most progressive of the musicians of 
his generation." Liadov had championed Stravinsky's own early works before 
others saw his genius, and once, in Stravinsky's presence, he defended Scriabin, 
whose music had not yet found an audience. It's hard to know what Stravinsky 
really thought of Liadov as a composer; he wrote admiringly of his sense of 
harmony and Instrumental color, but he also called him "short-winded"- that 
is to say, in words that Stravinsky could not bring himself to use, a master 
of the miniature. (This was, after all, the era of the Big Piece: Mahler's Sixth, 
Seventh, and Eighth symphonies; Strauss's Sinfonia domestica; and Schoenberg's 
Pelleas and Melisande all date from the years Liadov was writing [The Enchanted 
Lake].) Liadov's catalog is slight: several songs and piano pieces, a handful of 
choral compositions, and less than a dozen small works for orchestra. His most 
successful compositions are the three brief descriptive orchestral pieces based 
on Russian fairy tales-Baba-Yaga, Kikimora, and The Enchanted Lake-and they 
clearly demonstrate his mastery, precisely in an art form where Stravinsky made 
little headway. 
L adov called The Enchanted Lake a fable-tableau. "How picturesque it is," he 
wrote to a friend, "how clear, the multitude of stars hovering over the mysteries 
of the deep .... only nature-cold, malevolent, and fantastic as a fairy tale." 
Liadov' s music vividly suggests the serenity and delicate shadings of the night 
scene. "One has to feel the change of the colors, the chiaroscuro, the incessantly 
changeable stillness and seeming immobility." It may not be the music of 
a composer ideally suited for The Firebird, but as a miniature landscape of 
unusual intimacy and finesse, it is close to perfection. 
Le Chant du Rossignol 
Igor Stravinsky 
© Phillip Buscher 
cso.org 
In less than five years, Igor Stravinsky turned from a faithful disciple of Rimsky-
Korsakov into one of the world's leading modernist composers, a revolutionary 
who sent some listeners into high raptures and infuriated others with his 
completely novel approach to rhythm and harmony. To appreciate the extent of 
these changes, one need look no further than the opera The Nightingale, whose 
fi!st act was written in 1909 and the second and third in 1914. The interruption 
was due to the beginning of Stravinsky's collaboration with Diaghilev' s Ballets 
Russes, resulting in the three great ballets The Firebird, Petrushka, and The Rite of 
Spring. By the time Stravinsky returned to the opera after a five-year hiatus, he 
s a different composer than he had been when he first started it. 
travinsky's choice of the Hans Christian Andersen story, in 1908, was inspired 
by Rimsky's then-recent The Golden Cockerel (1906-07), another opera about a 
magic bird brought to an Emperor's court. Although divided into three acts, The 
Nightingale lasts only 45 minutes and is, for all intents and purposes, a one-act 
opera in three scenes. 
Its brevity and the stylistic break in midstream have prevented The Nightingale 
from entering the standard operatic repertoire. Conscious of this fact, Stravinsky 
welcomed the opportunity, offered by Diaghilev, to write a shorter ballet version 
of the opera. The symphonic poem Le Chant du rossignol, whicl1 derives most of 
its material from the opera's more advanced second and third acts, has proven 
highly effective both as a concert piece and as a ballet score. 
Stravinsky himself likened the clangorous opening of the symphonic poem to 
the ring of the early telephones in St. Petersburg around 1904. The cheerful and 
rhythmically active music that follows represents the festivities at the Emperor's 
court, which the Nightingale is called upon to grace with its song (flute solo in 
a slower tempo). The Emperor makes his entrance to the sound of the Chinese 
March, introduced by the strokes of the tam-tam, an austere ostinato (stubbornly 
repeated figure) in the violins, and short flourishes in the bass. The march 
melody features the Chinese pentatonic scale, while the rhythmic developme. 
and the orchestration are strongly reminiscent of The Rite of Spring. · 
The nightingale's unaccompanied flute cadenza is followed by a slow passage in 
which a solo violin plays the mournful melody the bird sings to Death in Act III. 
Then the festivities resume.Soon the artificial nightingale -a present from the 
Emperor of Japan - is brought in, with the oboe as its orchestral representative. 
The repetitious music of the mechanical contraption is interrupted by an angry 
passage:the Emperor has just realized that while everyone was listening to the 
fake nightingale, the real bird has escaped. Pianissimo, the solo trumpet intones 
the peaceful song of the Fisherman that opens and closes the opera. 
In the next passage, the Emperor lies ill in bed. The specters of his past 
deeds are evoked by a somber march theme played by the bassoons, the bass 
trombone and, the tuba. The frightful atmosphere is dispelled by the return 
of the nightingale (solo violin, solo flute), which then proceeds to heal the 
Emperor with its magic song. The entrance of the tam-tam suggests a funeral 
march: the courtiers mistakenly believe that the Emperor is dead. Then, having 
demonstrated the superiority of nature to artifice, the nightingale returns home 
and rejoins the Fisherman whose song, played again by the solo trumpet, 
concludes the symphonic poem. 
Symphony No.5 in E minor, op. 64 
Pyotr Ilyich Tchaikovsky 
©Peter Laki 
kennedy-center.org 
For all the considerable charms and skill to be found in the first three 
symphonies of Pyotr Ilyich Tchaikovsky, the epic scale of his Fourth Symphony 
signaled a giant advance in terms of technique, ambition, and expressive 
richness. He would continue to explore the implications of this evolution in 
his remaining symphonies. For the Fourth, Tchaikovsky supplied an elaborate 
program detailing the "content" of each movement. This program centered 
on the idea of Fate, as represented by the brass fanfare that blazes out at the 
start. The Fourth was followed by the most programmatic of all the composer's 
symphonies, the unnumbered Manfred Symphony of 1885, based on Lord 
Byron's poetic drama of the same name, which features a variant of the Faustian 
hero. 
But Tchaikovsky grew ambivalent about the issue of program music. (Mahler 
experienced a similar uneasiness about feeding scenarios to his audience and 
decided to remove the descriptive guide with which he had initially introduced 
his First Symphony, a work which was premiered a year after Tchaikovsky's 
--
[ 
( 
Fifth.) For his final Sixth Symphony (the Pathetique), the Russian composer 
~ eloped an esoteric, "private" program that has kept generations of 
mentators busy trying to decipher its internal musical codes. 
The Fifth Symphony, which Tchaikovsky wrote in the summer of 1888, seems 
to occupy a middle ground between this "tell-it-all" approach and a secretive 
attitude. The composer supplied a minimal description in his working notebook, 
where he suggested that the opening-and recurrent-theme represented 
"complete resignation before Fate." Could it be that-following his detailed 
programs for the Fourth and Manfred Symphonies-Tchaikovsky was simply fed 
up with seeing his music reduced to this kind of narrative, as if his scores lacked 
their own inner validity? 
To be sure, all of these symphonies-the Fourth through Sixth and Manfred, not to 
mention the operas Eugene Onegin and The Queen of Spades-are interconnected 
by an obsession with the concept of Fate. This idea functions as both a structural 
and an emotional element. And it can illuminate our experience of the music as 
long as we don' t fall into the trap of assuming such allegorical notions exhaust its 
meaning. Rather, they are merely triggers that inspire the composer to conceive 
a remarkably diverse range of sonic images, for each of which he develops a 
unique dramatic context appropriate to the musical material in question. 
For example, consider the opening measures of the Fifth Symphony. This slow, 
brooding introduction, with its tentative mournfulness, could hardly be further 
removed from the threatening Judgment Day blaze of horns that launches the 
Fourth. Yet both are routinely labeled the "fate themes" of their respective 
symphonies (a practice I might as well honor) . And both recur at significant 
ents as each symphony progresses, affecting a sense of unity and coherence. 
- s structural idea became a favorite of several Romantic composers and 
was pioneered by no less than Berlioz (in his Symphonie Jantastique, where he 
introduces a melodic "idee fixe" as a figure for the artist' s love obsession). So 
both the Fourth and Fifth Symphonies of Tchaikovsky might be perceived as 
symphonies "about'' fate . Yet both set out on entirely distinct musical journeys. 
The world explored by the Fifth is one of maximal contrasts and shocking 
climaxes, all expressed through vivid orchestral coloring. Tchaikovsky-despite 
his self-critical misgivings and insecurity about this work-demonstrates superb 
craftsmanship in his use of the orchestra. Indeed, it's entirely possible to set 
~si~e all programmatic notions and simply to experience this music as a study 
m mstrumental textures, proportions, and rhythms. Subdued palettes, moments 
~f balletic grace, and shocking outbursts alternate throughout the work. After . 
mtroducing the Fate theme with clarinets and strings in a low register, for 
example, Tchaikovsky continues to explore gradations of this dark, somber 
sonority (somewhat reminiscent of the slow opening of the Romeo and Juliet 
Fantasy-Overture). 
The slow opening has a clear kinship with the main theme of the first movement 
proper, an idea in dotted rhythm first entrusted to clarinets and bassoons. Alon 
with timbre, the introductory music-regardless of whether it "stands for" fat 
and this new theme share a striking rhythmic profile and a powerful sense of 
momentum becomes a protagonist in its own right throughout the movement. 
The great climax at the end of the exposition contains more than a hint of 
the similar driving rhythm from the first movement of Beethoven's Seventh 
Symphony. It also restores focus after the profusion of melodic ideas rising in 
the strings which precede it. Among the many surprises in this work: just as 
we seem poised for a powerful, fully orchestrated restatement of the theme in 
the coda, Tchaikovsky dims the volume and darkens the texture in a kind of 
anticlimax-as if to indicate a hopeless circle being traced back to the brooding 
depths where we began. (The gesture foreshadows his even more radical 
collapse into despair at the end of the Pathetique). 
....... 
The Andante begins with another variation on the deep melancholy of the 
opening. Even if Tin Pan Alley tunesmiths hadn't plundered Tchaikovsky for the 
1939 hit "Moon Love," the horn melody that magically emerges seems to suggest 
a gently amorous nocturne. Meanwhile, a counter theme-first heard as caB-and-
response by oboe and horn-almost imperceptibly enters into the soundscape. 
About halfway through, the fate theme likewise stealthily reenters the picture 
almost before we realize it's there, only to erupt with full power in the brass. 
It later comes back (toward the end) even more intrusively-now with brutal 
violence. The lyrical music returns in a fragmentary way, unable to recapture its 
earlier serene glow. 
In th~ third movement, instead of a scherzo proper, Tchaikovsky explores a 
dreamy sensibility, spinning it out in the manner of one of his characteristic ,. 
waltzes. This music introduces a disarming na"ivete into the symphonic conte, 
striking juxtaposition which reminds us that Mahler is just around the corner. 
Compared with the relatively equal proportions of the other three movements, 
the Valse's brevity underscores the fleeting nature of this respite. Tchaikovsky 
nearly lulls us to the point of not noticing the understated appearance of the fate 
theme as it steals in near the very end, where, against the plucked strings' waltz, 
it appears in low, dark colors. 
The finale mirrors the same overall structure as the first movement, with a slow 
introduction leading to the main movement-though now the "anticlimactic" 
ending is reversed by a triumphant breakthrough. The fate theme, respelled 
in the major in the introduction, is pronounced with majestic accents: Funeral 
march has become affirmative chorale. With some help from the timpani, the 
introduction segues into an Allegro vivace of breathtaking energy in which the 
major-mode, majestic version of the fate theme periodically emerges. Finally, 
after a notorious "false" stop several minutes before the end, the music courses 
ahead in a rush of frenzied, joyful abandon. 
..... 
But has unequivocal victory really been achieved? In the very last measures, 
rr aikovsky even revives the main theme of the first movement, also now steel-
ed in the major, and adds a pompous rhetorical flourish, as if to underscore 
"The End." There's at least a hint of irony, of protesting too much-perhaps 
foreshadowing Shostakovich's strategy in his own Fifth Symphony. Tchaikovsky, 
in any case, voiced his own doubts about the effectiveness of this ending. In his 
next, and final, symphony, he would reverse its apparent optimism with music 
of inescapable doom. 
©Thomas May 
kennedy-center.org 
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Historical Art, Inc. 
Ridla.rd A. Hobbs and Marilyn Hobbs 
judy Hochberg and Alan Hochberg 
Clleryl Hoenemeyer 
Henry H. Hoyt 
Dmitri L.llyin Md Elena II yin 
Jimmie L.jackson and Mary L. jackson 
Renate S. Jeffries and John W. Jeffries 
tarry G. jones and Ann Howard Jones 
Saran Kro.ichokc and Paige Kralchoke 
UllieM. Kumar 
Na.m-YingUm 
Walt C. Meissner and Rosemllfie E. Meissner 
Thomas} . Munn and Susan P. Munn 
Northrop Grumman Foundation 
Andrew L. Price 
Resourcts Management Corp. 
Benjamin A. Rudnick 
Sherri A. Rudnick 
laurcnre K. Sammons 
judith Skagen 
Harriett L. Stanley 
Clades Teamer and Karen Teamer 
Kristine B. Tina and Guido j . Tina 
Craig Vickers 
Peter A. Williamson and Otarlene J. Zabawski 
Anna Winestein 
Linda N. Yce and Robert D. Yee 
Patrick Zicklcr and Joyce Zickler 
Anonymous 
Anonymous 
"This list reflects pledges and donations made between july l , 20]] and june 30. 2012. For a complete lisl of all CFA donors visit bu.edulcfalalunmil 
gzvzng-bnck. If your 11nmc has been omitted from t1Jis Jist. please contact us so that rue ca11 correct our reco rds. 
Boston University College of Fine Arts School of Music 
STRINGS Toby Oft trombom 
Steven Ansell viola * Elizabeth Ostlingflutc 
Edwin Barker do11blc bass* Andrew Price oboe 
Cathy Basrak viola Ken Radnofsky snxopho11e 
Lynn Chang violi11 Richard Ranti bassoo11 
Daniel Doiia pedagogy Thomas Rolfs trumpet 
Jules Eskin cello Mike Roylance tuba 
Carolyn Davis Fryer double Matthew Ruggiero 
bass bnssomr 
Edward Gazou]eas viola Eric Ruske hom * 
Marc Johnson cello Robert Sheena 
Bayla Keyes violhr * e11glish horn 
Michelle LaCourse viola • Thomas Siders trumpt!t 
Benjamin Levy double bass Ethan Sloane clari11et • 
Lucia Lin violin * Jason Snider horn 
Malcolm Lowe violin Samuel Solomon 
Dana Mazurkevich violin percussion 
Yuri Mazurkevich violin * James Sommerville horn 
lkuko Mizuno violin Linda Toole flute • 
john Muratore guitar 
George N eikrug cello++ PIANO 
james Orleans double bass Anthony di Bonaventura* 
Leslie Parnas cello Maria Clodes-Jaguaribe • LOA 
Ann Hobson Pilot harp Gila Goldstein 
Barbara Poeschl-Ed rich harp Linda Jiorle-N agy 
Michael Reynolds cello* Michael Lewin 
Rhonda Rider cello Pavel Nersessian * 
Todd Seeber double bass Sergey Schepkin 
Roman Totenberg violi11 ++ Boaz Sharon* 
Laurence Wolfe· double bass 
Michael Zaretsky viola COLLABORATIVE PIANO 
Peter Zazofsky violin • Shiela Kibbe • 
Jessica Zhou harp Robert Merfeld 
WOODWINDS, BRASS, and ORGAN 
PERCUSSION Peter Sykes • 
Ken Amis tuba 
Jennifer Bill saxophone VOICE 
Peter Chapman trumpet Michelle Alexander* 
Geralyn Coticone flute N aorni Bail is 
Doriot Ov,ryer flute Michael Beattie 
Terry Everson trumpet * Penelope Bitzas * 
John Ferrillo oboe Eve Budnick 
Timothy Genis percussion Sharon Daniels * SAB 
Ian Greitzer clarinet James Demler • 
Ronald Haroutounian bassoon Gary Durham 
John Heiss flute Lynn Eustis* 
Gregg Henegar bassoon Phyllis Hoffman • 
Renee Krimsier fl!lfe Matthew Larson 
Gabriel Langfur bass trombone Betsy Polatin (theater) 
Don Lucas trombone,. Bonnie Pomfret 
Richard Menaul hom Jerrold Pope • 
Suzanne Nelsen bassoo11 Maria Spacagna 
SCHOOL OF MUSIC DEPARTMENT OF 
PRODUCTION AND ENSEMBLES 
J. Casey Soward, Assistant Director for Production and 
Performance 
Michael Barsano, Mm~ager of University-Wide Ensembles 
Michael Culler, Head Recording Engineer 
David Dawson II, Schedulin$ and Recitals Coordinator 
Aaron Goldberg, Director oj Athletic Bands 
Oshin Gregorian, Mmmger ofOpern institute 
Diane McLean, Stage Manager 
Shane McMahon, Recording Engineer 
Kris Sessa, Librarian 
Martin Snow, Keyboard Tcclmicia11 m1d Restoration 
Molly Walker, Ma11ager of School of Music Ensem/Jles 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Fine Arts 
Robert K. Dodson, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
HISTORICAL MUSIC EDUCATION 
PERFORMANCE Susan Conkling • 
Aida Abreu recorder Diana Dansereau * 
Sarah Freiberg Ellison Andre de Quadros • 
cello Jay Dorfman • 
Greg Ingles sackbut Andrew Goodrich • 
Laura Jeppesen Lee Higgins • 
viola da gamba RonKos * 
Christopher Krueger Warren Levenson 
baroque flute Roger Man tie "' 
Catherine Liddell lute Brian Michaud 
Scott Metcalfe Sandra Nicolucci • 
Martin Pearlman 
baroque ensembles * CONDUCTING 
Robinson Pyle David Hoose * 
11atural trumpet Ann Howard Jones • LOA 
Marc Schachman Scott Allen Jarrett 
baroque oboe David Martins 
Aaron Sheehan HPuoice I ames on Marvin 
Jane Starkman 
baroque violin, viola OPERA INSTITUTE 
Peter Sykes harpsichord • Phyllis Curtin ++ 
Sharon Daniels • SAB 
MUSICOLOGY Melinda Sullivan-Friedman 
Marie Abe• Frank Kelley 
Richard Bunbury • Angie Jepsen 
Victor Coelho •. William Lumpkin * 
Sean Gallagher Laura Raffo 
Brita Heimarck • Jim Petosa (theater) 
Thomas Peattie * Betsy Polatin (theater) 
Joshua Rifkin • Jeffrey Stevens • 
Andrew Shenton • Nathan Troup 
Jacquelyn Sholes Allison Voth • 
Patrick Wood Uribe • 
Jeremy Yudkin • STAFF PIANISTS 
Michelle Beaton 
COMPOSITION Eve Budnick 
AND THEORY Matthew Larson 
Brett Abigafia Phillip Oliver 
Vartan Aghababian Lorena Tecu 
Martin Amlin • Noriko Yasuda 
Deborah Burton • Molly Wood 
Justin Casinghino 
Richard Cornell • VISITING SCHOL 
Davide Fanni Lucy Shen Fang 
Joshua Fineberg • Anthony Palmer 
Samuel Headrick • 
David Kopp• Department Chairs 
Mary Montgomery Koppel represented in bold 
Rodney Lister • 
Ketty Nez • ,. Full-time farulty 
Matthew Reeves ++Emeritus 
Andrew Smith LOA - Leave of Absccncc 
John Wallace • SAB - Sabbitcal 
Steven Weigt • 
Jason Yust* 
SCHOOL OF MUSIC 
Richard Cornell, Associate Director 
Phyllis Hoffman, Executive and Artistic Director of The Boston 
University Tanglcwood institute 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Susan Conkling, Music Education 
Richard Cornell, Music Studies 
Robert K. Dodson, Director 
Phyllis Hoffman, Executive and Artistic Director of Boston 
University Tanglcwood institute 
Ann Howard Jones, Ensembles 
David Kopp, Director, Graduate Studies 
Michelle LaCourse, Chair, Applied Studies 
Shaun Ramsay, Assistant Director for Admissions and 
Student Affairs 
John Wallace, Director, Undergraduate Studies 

Boston University College of Fine Arts School of Music 
Upcoming Events and Performances 
Thursday, October 4, 8:00pm Faculty Recital Series: John Muratore 
John Muratore, guitar 
Tsai Performace Center 
Saturday, Sunday, October 6-7, 2:00pm, 8:00pm Fringe Festival 
Le Portrait de Manon 
Allison Voth, music director 
Boston University Theatre, Lane-Conley Studio 210 
Saturday, October 20, 8:00pm Boston University Choral Ensembles 
Tuesday, October 23, 8:00pm 
Michael Dauterman, Joshua Rohde, conductors 
Marsh Chapel 
Boston University Wind Ensemble 
David J. Martins, conductor 
Pei-Yeh Tsai, piano 
Tsai Performance Center 
Thursday, October 25, 8:00pm Boston University Symphony Orchestra 
David Hoose, conductor 
Eric Ruske, hom 
Tsai Performance Or 
Boston University Theatre, 264 Huntington Avenue 
Marsh Chapel, 735 Commonwealth Avenue 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
Boston University College of Fine Arts bu.edu/cfa 
Text BUARTS to 22828 twitter.com/BUArts • facebook.com/BUARTS 
